Άγιοι και οι οικογένειές τους στη βυζαντινή τέχνη
In recent studies Dorothy Abrahamse and Evelyne Patlagean, among others, have explored Greek hagiographical texts for insight into Byzantine attitudes toward children and family life. In contrast, art historians have so far contributed relatively little to the debate 1 . The reasons for this are not hard to discover. Despite the overwhelming impact of the cult of saints in Byzantine art, narrative scenes depicting the lives of the saints are relatively rate. Furthermore, many of the existing hagiographical scenes record the heroic suffering of the martyrs in a seemingly unrelieved sequence of tortures and executions 2 . Other Byzantine representations of saints celebrate the values of the ascetic life including withdrawal from society and from ordinary family life. Yet on some occasions, emphasis is given in Byzantine art to the strength of family ties and to the enduring emotional attachment of parents and children. Recent studies have drawn attention to the emphasis on familial affection in various representations of the Holy Family, but analogous subjects among the representations of saints have been largely unremarked 3 . There are several occasions when children and parents are depicted in connection with Byzantine saints. First, scenes of the infancy and childhood of the saints themselves are included in biographical cycles. Icons and frescoes depicting the life of St. Nicholas, for example, begin with the birth and bathing of the infant saint, clearly modelled after representations of the Nativity of Christ. Nicholas' precocity is demonstrated by his standing unsupported in the basin 4 . The parents of saints are also sometimes shown providing for their education or vocation. Either Nicholas' mother or, more rarely, his father proudly sees him off to school 5 . In the biographical cycle of St. Euthymius in the north aisle of the chapel dedicated to him (1303) at St. Demetrius, Thessaloniki, his mother, Dionysia, presents the young saint to her brother Eudoxios for dedication to the Church 6 . Secondly, miracle-working saints often show special concern for children, in art as well as in hagiographical texts. Both St. George and St. Nicholas are shown acting in response to the prayers of anxious parents of boys captured by Saracens and forced to serve at their table.
In a mid-thirteenth-century icon in the British Museum, St. George rides over the sea to Mytilene on a white horse with a young boy, still holding the glass of wine he was serving when he was rescued, seated behind him. On a Mt. Sinai icon, St. Nicholas returns a similarly kidnapped child to his family's dinner table 7 . St. Demetrius, too, is depicted responding to parents' prayers for their children, as in the sequence of mosaics (probably sixth-century) once in the north inner aisle of St. Demetrius, Thessaloniki, devoted to the story of Maria and her family. The child is shown, with her mother, at four ages, from infant in arms to young adolescence, seeking the intercession of Demetrius, and making offerings of candles and doves to him 8 . One of the seventh-century votive mosaics in the same church shows Demetrius as patron saint of children 9 . In addition, many family groups of saints are commemorated in the Byzantine calendar, and, consequently, depicted in menologion illustrations. Some of these family types, such as married couples or groups of brothers, are also included among the individual figures of saints represented in the lower zones of Byzantine churches 10 . Among the family groups, I would like to draw attention here to depictions of several mother-and-son pairs of saints, and then turn to representations of two nuclear families. One type of mother-and-son grouping consists of child martyrs and their heroic mothers, for which an important model is the account of the Maccabees, the Jewish family consisting of seven sons and their mother Salomona, martyred with the scribe Eleazar under Antiochus IV in 117 BC. The Maccabees were adopted into the Christian calendar of saints at an early date. The indomitable courage of the mother, Salomona, is cited as an exemplar in the Lives of several women saints, including that of Melania the Younger 11 . The story of the Maccabees was widely disseminated and frequently illustrated in manuscripts of Gregory of Nazianzus' Liturgical Homilies and in menologion cycles 12 . However, they are rarely seen in monumental art, with the exception of the seventh-century fresco at Santa Maria Antiqua, Rome, where Salomona is shown exhorting her sons to stand fast in their beliefs, and the thirteenth-century frescoes at Sopocani (Fig. 1) , where Salomona and her seven sons appear with Eleazar in medallion portraits on the west arch of the naos 13 .
Other mother-and-son pairs of martyrs appear in Byzantine menologion cycles. A particularly determined child martyr is depicted in one of the episodes from the story of the martyrs of Nagran in Southern Arabia in the eleventh-century menologion manuscript at the monastery of Esphigmenoü, Mount Athos. The ruler offered to spare the life of a five-year-old boy if he would agree to renounce his faith and be raised as an adopted son. The boy was so incensed that he not only refused, but bit the ruler on the knee. Rushing to the church where his mother and other Christians were being burned alive, he plunged into the flames 14 . In the case of SS. Cyricus and Julitta, a precocious child is blessed with an equally heroic mother. Julitta was a widow, whose three-year-old son declared himself a Christian and withstood his tormentors during the persecution of Diocletian. The most extensive representation of scenes from the lives of Julitta and Cyricus occurs in the private chapel with eighth-century frescoes dedicated to them at Santa Maria Antiqua in Rome 15 . On the north and south walls, narrative scenes of the trial and suffering of the saints are laid out. In the shocking finale, the child Cyricus is dashed by the exe- s* *r-cutioner against the steps of the magistrate's throne in a scene which suggests obvious parallels with the Massacre of the Innocents. In addition to these narrative scenes, the chapel contains three votive frescoes representing the saints. The first, on the east wall in the zone beneath the Crucifixion panel, shows the Virgin and Child enthroned, flanked by the apostles Peter and Paul. At either end are portraits of Pope Zacharias (741-752) extending a jewelled Gospel book, and the donor, Theodotus, offering a model of the chapel. Serving as intermediaries in the presentation of these gifts are the patron saints of the chapel, Julitta and Cyricus. Julitta holds the cross and crown of Martyrdom, while Cyricus is shown in the orant pose of prayer. On the west wall, left of the entrance, Theodotus, kneeling before the saints, makes an offering of two candles. Finally, on the south wall, another fragmentary fresco shows Theodotus again offering candles, now to the Virgin and Child, and this time accompanied by his wife and small son and daughter. In the most recent discussion of this chapel, Hans Belting 16 suggests that this family votive image may have been intended especially to seek the Virgin's protection for these children. Both of the main hagiographical themes of the S. Maria Antiqua chapel frescoes -the victory over death through the. tragic martyrdom of mother and son, and their intercessory role -are attested in Middle Byzantine church decoration. In the tiny Georgian church of SS. Cyricus and Julitta at Lagurka (dated 1112), we find the two martyrdoms in arched frames on the south wall. In the first scene (Fig. 2) , the implacable magistrate who has ordered the execution is enthroned at the right. On the left, the mother laments the death of her child, while an angel brings the wreath of victory. The second fresco (Fig. 3) (ca. 389-459) 23 , who ran away from home at an early age, and subjected himself to extremes of physical selfdenial and mortification of the body, culminating in the more than 30 years he spent on a column at Qal'at Sim'an. His example, and his miracles, which include healing lepers and paralytics and curing barren women, attracted thousands of pilgrims to his monastery. Simeon was sensitive to the potential for impurity implied by the presence of women, who were not allowed into his immediate vicinity 24 . According to the Greek version of his vita, he easily detected a woman who disguised herself as a soldier in order to try to approach him 25 . This restriction even applied to Simeon's mother during her lifetime. When after 20 years, she finally learned of her son's whereabouts, she journeyed to the monastery. She begged to see him face to face once again, but he did not permit it. She wished at least to be blessed by his own hands, but when she began to climb the ladder placed against his column she fell precipitously to the ground. Simeon assured her that they would see one another in this world, but he suggested she rest a while and then he would see her. The mother sat down in the vestibule, and suddenly she died. Simeon had her body brought into the enclosure and placed before his column. Simeon, weeping, prayed to God to receive her soul in peace. While he prayed, his mother revived mo-
Fig. 7. Sio-Mgvime chancel screen relief. Simeon Stylites the Younger and Martha (after Beridze et al., Treasures of Georgia, p. 183).
mentarily, a smile appearing on her face. The assembled crowd was struck dumb and glorified God. Simeon's mother was buried at the foot of her son's column, and the Greek Life tells us that he often remembered her in his prayers 26 . Despite this limited contact between the adult Simeon and his mother, Middle Byzantine manuscripts sometimes show her as a devotee at the foot of his column, as in the late eleventh-century lectionary in the Library of the University of Chicago 27 . This mode of representation may have been influenced not so much by any of the written versions of Simeon the Elder's life as by a sort of migration from the story of his most famous imitator, St. Simeon Stylites the Younger (521-592) 28 . This Simeon, after a series of lesser ascetic trials, embarked upon life on a column at a site called the Wondrous Mountain southeast of Antioch. His healing miracles also attracted vast numbers of pilgrims and a monastic complex, modelled after that at Qal'at Sim'an, was built around his column 29 . Cures were effected in a variety of ways, both at the monastery and at a distance from it. The supplicant was often healed through the application of various substances (eulogia) blessed by the saint, particularly holy dust from the mountain, as Gary Vikan 30 has shown. In addition, some pilgrims seeking miraculous cures were brought directly into the presence of the saint. They gained access by climbing a monolithic staircase, the remains of which are still pre served on the south side of the column, and then mount ing a ladder which extended to the platform on top of the column 31 . Unlike Simeon the Elder, the younger Simeon did not avoid physical contact with women. They had the same access to him as men, and he some times healed them by laying his hands on the afflicted parts of their bodies 32 .
Also unlike Simeon the Elder, Simeon the Younger maintained a close continuous relationship with his mother Martha, and she played an important role in the perpetuation of his cult. In the Vita Martha is shown interceding with her son. She asks him to reveal the prophecies of impending earthquake he had received in a vision, and when terrible earthquakes did occur throughout the region, to devote a day to prayer for their end. On one occasion, she took a young woman possessed by a demon into the saint's enclosure, and asked him to make the sign of the cross over her and cure her. Martha also had a role in the public life of the monastery. On June 4,551, when Simeon dedicated the new monastic buildings and prepared to move to a new, higher column, Martha led the dedicatory procession carrying a cross and singing hymns. Upon Martha's death arount 560, Simeon the Younger had a triconch church built on the south side of the monastic complex, with a burial chapel which served as the joint martyrium of mother and son 33 .
Interestingly enough, Martha does not appear on the clay pilgrim tokens Younger's lifetime, but she is shown in a prominent position on lead medallions associated with a revival of the cult in the tenth century (Fig. 6) . Here Simeon's disciple Konon, who was miraculously healed by the saint, stands on the left of the column, while Martha, holding a processional cross, commemorates this miracle and indicates with raised hand her son's role in it 35 . A similar composition can be found on one of the eleventh-century chancel reliefs of the church of Sio-Mgvime in Georgia (Fig. 7) , where Martha stands alone on a platform at the foot of the column, acclaiming her holy son. Behind the column, the detailed architectural rendering of the monastery complex features the triconch burial chapel in the foreground 36 . In both the lead medallions and the sculptural icon, Martha is shown as an intermediary or intercessor between supplicants and her holy son, and also as a leading proponent of his cult. This may also have been one of the functions of another holy mother, Theodota, in the cult of her sons, the healing saints Cosmas and Damian. Here, however, we have almost no textual evidence, beyond references characterizing her as the mother of the twin sons 37 . None the less, in a few of the many Byzantine paintings of Cosmas and Damian, Theodota assumes a prominent role. In an eleventh-century icon at Mount Sinai, she stands between Cosmas and Damian, who hold the tools of their trade, medicine vials and surgical probes. On the right is another healing saint, Panteleimon 38 . Theodota also occasionally accompanies her sons in church decoration. At Karanlik Kilise in Cappadocia, Theodota, holding a cross, stands beside her sons who hold books and probes. In the detached frescoes from a church at Episkopi, now in the Byzantine Museum in Athens, we can see the workings of a local tradition honoring Theodota along with her sons in the late tenth-or early eleventh-century layer, and again in the thirteenth-century layer. In the later fresco, the half-figure of Theodota is set off within a large medallion with an ornamental border (Fig. 8 ). She appears as a similar clipeus portrait between her sons in one of the arch soffits at St. Peter, Kalyvia-Kouvaras 39 . While Theodota is recognized as a saint in her own right, it seems probable that Theodota's presence in these frescoes serves in part as a kind of kinship sign -a visual metronymic -to distinguish 57-115, pis. 25-58, plans F-G par. 114, 137,138,  142, 146, 150, 154, 213, 252.  33. Ibid., par. 105, 107, 113, 126-27 her sons (Cosmas and Damian of Asia Minor) from the two other pairs of healing saints named Cosmas and Damian (of Rome and of Arabia) commemorated in the Byzantine calendar 40 . I would like to turn now from mothers and sons to an examination of representation of two nuclear families, those of saints Eustace and Xenophon, the first a family of martyrs and the second whose family all followed monastic vocations 41 . In the Esphigmenou menologion (Fig. 9 ) the events leading up to the martyrdom of Eustace, his wife Theopiste, and their two sons are elaborated with unusual attention to the close bonds of parents and children. In the first scene we see the Roman general Eustace out hunting, when he sees Christ appearing between the antlers of a stag. The narrative con- tinues with events following his conversion: first his baptism in a quatrefoil font along with his wife and their two small sons, Theopistos and Agapios. Then follows the first of a series of misfortunes, the kidnapping of Theopiste by pirates, who sail away with her, leaving Eustace forlornly clutching their sons on the shore. In the next scene the father is powerless to save his children as they are attacked by wild animals. At last the family is reunited, only to be brought before a Roman magistrate, and condemned to death for refusing to sacrifice. They were martyred, again as a family group, by being roasted to death in a brazen bull 42 . In Middle Byzantine church decoration the story of St. Eustace is usually represented with a single episode from the story, most often the vision of the stag 43 . The scene is abstracted from its narrative context, and serves as a votive image. In the Cappadocian churches, however, Eustace's family continues to play an important devotional role. At St. John, Güllü Dere (913-920), the vision of the stag (Fig. 10) is represented in the midst of a series of frontal saints on the south wall of the north chapel. The female saint overlapped by Eustace's horse is his wife Theopiste, shown here in a non-narrational context at the head of a row of unrelated female saints -Euphemia, Eupraxia, Olympias and Christina 44 . Eustace appears again as a bust-length figure in the east niche of the apse, while his son Agapios, identified by inscription, is painted on the west side of the arch soffit. He was presumably originally paired with his brother Theopistos (now destroyed) 45 . The presence of the entire family of saints is evidently thought to be desirable. Another Cappadocian church, Tokali Kilise at Gö-reme, contains a fresco of the martyrdom of the family -father, mother and young sons -in the brazen bull. None of the other episodes from the story is depicted, and here the location of the panel seems especially significant -one of the chancel screens separating the sanctuary from the bema 46 . Even more remarkable are several depictions in the Cappadocian churches of frontal figures of the four family members where the sons are shown not as children but as youthful martyrs holding crosses or as soldiers. In a niche on the south wall of the church of St. Barbara at Soganli, Eustace appears flanked by his apparently grown sons, followed by Theopiste (Fig. II) 47 . At Karanlik Kilise, the sons are clearly adults, wearing armor and holding spears. They are represented along with their father, also shown as a soldier, in the northwest bay, but their mother is not included in this group 48 .
